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thesis info & statemen 
THESIS STATEMENT 
Digital media provides us archi tects tools for building const ruct ion 
architecture began, graphical works have been useful and helpful for 
as well as immense inspirat ion. From the t ime when 
designing bui ldings. Art and archi tecture are so closely 
bonded till a t ime when some archi tects tr ied in different ways to d is tance themselves f rom being cal led artists. HOWBVBT, 
no matter how hard they tried to redefine architecture, the aesthetic quality of 
architecture is unarguable. 
Now when compute rs have become one of the most indispensable tools for archi tecture, one should not over look the prospects 
that digital art can bring for architects. Digital art shares the same power of inspirat ion as tradit ional art does. Art on digital 
media provides designers the ground to break free f rom certain constraints, al lowing them an oppor tun i ty to focus on other 
aspects. Wi th that, archi tecture can be brought to another level. 
BUILDING 
Hong Kong Visual Art Galleria 
SITE 
Over Urban Counci l Centenary Park, Tsim Sha Tsui East 
ADVISOR 
Professor HO Puay-peng 
art & the 
THE VITAMINS FOR CITIES 
The necessity of art in a city, or just in our life 
our life, but most of the people do not ask for 
has been the hottest d iscussion in our history. No one wants to kick art out of 
it either. 
One of our masters of archi tecture Le Corbusier once c la imed that bui ldings were "a machine for living in". It is not surprising to 
hear such a commen t at the t ime after the wor ld war, since archi tecture inevitably served its basic funct ion of providing shelters 
as the primary concern. Our city is definitely not a machine, nor 
will anyone want to live in a machine. 
Without art, cities are really machines which are created for efficiency 
and functions only. Unfortunately, we are no mechanical creatures. We 
are no robots. Our life does not stop when basic requirements and living 
conditions are fulfilled. 
Art IS about emot ions. Art shows where we can go further and is a product of imaginat ion, bo th mild and wild. Indeed, art can 
be cons idered a luxury but what if every other aspect of life is already at ta ined? When the basics are sett led, we need more 
than material ism. Perhaps, the fight against standardizat ion can be started off first by the in t roduct ion of art into our wor ld. It 
IS not p ropaganda for individual ism, but to defend our last bit of personal territory. Whether bui ld ings should be conce ived as 
The quest ion for us is intriguing yet alerting too, if 
a city is a machine, we wou ld say yes and we are all robots. The idea of a routine way of life is 
dangerous or even inhuman. Such mechanical way of spending t ime is not what living things 
should have. The fact that art expresses ours deeper feelings is the reason why we can really 
‘‘live”. It is not about materialism or respiration, but about understanding and reinterpreting our 
wor ld constantly. Art reflects emot ions and att i tudes, and set up the basis for tradit ions, cultures 
and values. 
In our world, art provides the vibrancy that defines how liveable and sustainable the city is. Art is 
related to the way of living because the basic living condit ion is met, people will seek what they 
need in their heart. We don' t just live by our days with sleeping, eating and work ing only. We have 
inner needs like emotions. Moreover, outside our home we need imagination to improve our wor ld 
more. Art provides the ground for imagination, which revitalizes our city and redefine the current 
infrastructures of different aspects. Art is about liveliness, and with that a city is then liveable and 
can sustain itself. 
CITY IS NOT ABOUT EXPERTISE. 
While discussing the influence of art in the city, one must not overlook individualistic quality of art 
too. When the globe goes more advanced, our city will have more professions. Then, should we 
ask ourselves again, will our wor ld be dominated by a group of experts? 
inachines or not, we are no inachines 
in any sense, and we don' t need 
to be living in a purely 丨nechanical 
sense. This has been a cliche plot 
for many movies, but apparently we 
are different from robots due to our 
feelings, which is the origin of art. 
Art expresses, and art allows us to 
share and interpret our deeper self 
beneath the superficial shells. Art 
contains meanings, which provide 
the starting point to understand life, 
redefining life and promot ing life. Art 
may not be the same as religion, 
but they are both to sooth our mind 
and soul. It is the message behind 
that tr iggers thoughts, and it is the 
provoking nature of art that drives 
our mind to think more than robots 
can. Art is a medium, and it is a tool 
too. 
ART GOES PUBLIC. 
There is no denying about the 
subjectivity of art. Art is personal 
though no one says it has to be for 
one person only. It is possible to jump 
directly upon the issue of how art 
affects our city after understanding 
the nature and intention of art. If art 
is about a person and if a city is about a group of people, then art will have a 
with our city because it is about the liveability and sustainability of our city. 
direct relationship 
VVt、need not argue about what architecture is for. It is for anyone to use it and at least, archi tecture is not built for architects only. 
Otherwise, the meaning of architecture is lost, and it is no longer called architecture, Art shares the same contrast ing quality 
too that It IS created by special people for the people in general. Now honestly, are we designing based on user experience or 
lust on our own professional iudgment? Here we are not denying any other method of commenc ing an architectural project, 
nor are we justifying out professional educat ion in architecture. 
It is only a pity that when everyone is striving to be professional 
and when everyone is happy about having professionals to build 
our city, . .iinio ！ssnns 
Public art is about raising c o m m e n t s on our city. For most of the t ime the artists are expressing their opin ions on and their 
at t i tudes towards different kinds of social prob lems’ policies and cultural issues, and the related suggest ions for improvement. 
From graffito to street posters, This is one of the ways 
for cit izens to raise their voices, and reading these canvases is just like gett ing direct c o m m e n t s f rom the people w h o live in 
this city. 
On one hand, we should provide grounds for people to express via the media of art; on the other hand, designers, especially 
the architects, should listen to these voices. While one can pay 丨ess or even no attention to the surrounding, an architect cannot 
turn a deaf ear because we build for the city, not for ourselves. 
Art reminds us that our world is not entirely based on such expertise to build. As a matter 
〇f fact, in such a complex wor ld with so many kinds of diversification, with only our professional knowledge it is impossible 
to create the best city we want, if not a perfect one. At the same time, while we should listen to the artists, we should also 
try the approach that artists do their art. Art conveys messages to the people surrounding the artist, and architecture does 
the same too. If architecture always starts from programmatic organization, we are incorrectly imposing our expertise onto a 
piece of design which leads to a design only talks about functions but does not speak. Unfortunately this is what Hong Kong is 
becoming. In effect, there is no fear that an artistic approach may not meet functionality. After all it is about the start of a project, 
not the ending; after all we know we are to build something functional, but if we are too worr ied about functional matters, we 
may be losing the message that every piece of architecture should be born with. 
art & architecture 
' 2 
〇f course, art and archi tecture are different terms as their own definit ions wou ld tell us. It should be clear that we are not 
equat ing art and architecture, not even trying to. As a matter of fact, we are trying to only relate them to each other, since they 
share some same qualit ies. 
We shall start with art for architectural purposes, I am still pretty impressed by an image shown on John Lin's lecture during 
my theory course at the end of 2005, which was about a huge Babylonian tower. It was still const ruc t ing at the top, but the 
bo t tom started to erode. The image presents more than a building. It talks more about the t ime, the history, the memory and 
the environment of the bui lding. 
One should be aware of the fact that it is the bui lding that reflects those elements, not the image itself. It is the architecture 
that reveals its being, through different kinds of e lements like materials and structures. The expression is on the piece of 
architecture. 
It tells us stories, both of the past and of the present. It holds stories and 
therefore utdm/ 
STORIES ARCHITECTURE CONVEYS 
It is a clear message sent f rom this piece of paint ing, that archi tecture expresses someth ing. Of course, there are mill ions of 
examples to il lustrate this point better, but still the main point is about the job of archi tecture. Indeed, if it is only about sett ing 
up a shelter tor people, we do not need to worry too much about design. If funct ional i ty is not part of the issue, then things 
will be much easier. And of course, archi tecture is not just telling stories of t ime. The Guggenhe im Museum in Bilbao by Frank 
Gehry is no doubt a mi lestone in archi tecture and it marks the t imeline wi th its t i tanium surfaces. At the same t ime, it tells us 
more than that. It is an expression of digital creature, because it is a product of three-d imensional compu te r s imulat ions and 
fo rm-mak ing. Wi thout the help of the CPUs, there is no way to comple te this museum wi th nearly every piece of c ladding being 
different f rom each other in d imensions and deformat ion. 

These are expressions. From my previous papers, it is not different to understand my posit ion when it comes to the meaning 
(M architecture. After so many things said by the masters and pioneers in architecture, one can actually sum them up by asking 
oneself one question： What 
is the difference between 
architecture and building? 
Looking at architecture, to 
me, has little difference than 
looking at a piece of painting. 
e past as a representatio 
of historical myth 〇「historic^ 
documentation can neithe 
evea s itse 〇ua e 
aqments or space and e 
Memory is transfo 
spatial events.” 
ed into 
Daniel ^ _ ^ ^ _ _ 
U b e s . n c i s a , d d u n n g a t a , K D G C O n Q U e r e Q 门 〇 「 6 「 3 8 6 0 
at Business of Design Week 
(November 2005, Hong 
Kong) that "every piece of 
architecture speaks and 
tries to tell something." 
Eve门 a typical office tower 
with glass curtain wall "tries 
to tell you that it has nothing 
to tell you." Whether a 
building can tell something 
meaningful or not, the point 
here is that architecture 
speaks. It is exactly like the 
piece of drawing above, 
that it represents something 
besides its existence. While 
some people can imagine 
architecture as a canvas, some architects already design on a canvas, treating the project like a painting. 
It is not strange at all to compare Zaha Hadid's drawings to Chinese or Japanese paintings. Whether there exists any architectural 
qualities in both paint ings or not, we must agree that they are both to be perceived and appreciated as pieces of art, because 
they are. However, I like to look at Hadid's drawings in the way I look at Chinese paintings. In fact, there is no reason for me 
to extract the "architectural image or quality" in her paintings. One can definitely e n p y reading her images in whatever way he 
or she wants to, simply because it is art. A general piece of art is not tailored for any special audience. If you like it and see 
something, good; if not, you can just leave it alone. The main intention of art is to express and to tr igger inspiration and thoughts, 
and I believe that is exactly what architecture is about. 
Raimund Abraham 
ARCHITECTURAL EXPRESSIVENESS 
Architecture exists to be a piece of expression, not just a piece of tool or shelter. We 
must admit that architecture is a presentation or representation of ideas, but do we start 
our design based on this quality or other aspects like programmat ic arrangements? 
For sure, one can work out a piece of architecture based on its programmes, and 
the architecture will be expressing its programmat ic propert ies. Still it is expressing 
something and we certainly have no object ion to that. 
However, if artistic expressions and 
architectural expressions are talking about 
more or less the same thing, why can 
s i m l ci p i ( K ; ( ) o f a i c h i l e c t i i r e f r o m a r P 
w e 
I would like pose this quest ion because it seems like reality goes in a different way. 
Art seems to go on another trajectory and artistic expression in architecture does not 
receive much respect in many schools. It is even more pathetic that more and more 
architects feel reluctant to accept art as part of architecture, and perhaps they hold 
Adolf Loos's statement "decorat ion was cr ime" too extremely. To me, such a notorious 
and generalized claim does not suit our society these days.丨 was even more surprised 
to hear Rober t Ventur i criticize on Frank Gehry's works with the comment of "I don' t 
know what that is" during a lecture in HKU on 7th December 2005. 
What is wrong to express one's ideas explicitly 
like that? -
> '、，‘ mm^m 
_ 
We perceive the wor ld wi th our eyes more than 9 5 % of our t ime, and we are truly visual creatures. Somet imes, we cannot justify 
everything in rational terms. We learn design in our school in different aspects, f rom tecton ics to cultures, and it seems like everything 
has a reason behind to suppor t whether a design works or not.〇「even shocking, they are to justify whether someth ing is beautiful 
or not. There is no need to argue about tecton ics or cultures as part of the design process or study, 
We are not go ing to dec ide Gehry's extravagant 
t i tanium expression is g o o d or not, but w e need to agree on the fact it is an architecture, and its design process and expression are 
valid in te rms of archi tecture. It is like you can dislike the paint ing Mona Lisa, but you cannot deny that fact that it is a painting, and 
actually a decent paint ing in technical terms. ； 、,]")「• ；alio one expresses 
something artistically, there is no point to criticize it on or 
even to justify its artistic quality. Otherwise, we are killing a 
piece of architecture by overwhelming its artistic side with 
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Pare de la Villette, by Zaha Hadid, 1982-83: f rom Zal ia 
Hadid Projects Documenta t ion , Thames Hudson 
2 , 2 
ARCHITECTS AND GRAPHICS 
The major idea about this project is an explorat ion of a specific methodology, wh ich tries to unders tand the messages from 
visual graphics and allow them to inspire back as the start of a piece of architecture. 
: i ) . - 」 。 」 「 … ‘ Archi tecture comes f rom art, and graphics can work as an input 
of a project. I am personally a digital artist and I have been doing 3D abstract art for more than 2 years. In these years, I have 
learnt much about graphic design and digital art, and their making, and their power shall not be over looked. Ironically, many 
people who do architecture seem to be afraid of such new aesthet ics and technology, while more and more architects tend to 
set up a huge gap between art and architecture wi th a belief that they are two things wi thout much relationship. As a matter of 
fact, when one talks about the meaning of architecture, and when one tries to dist inguish be tween bui lding and architecture, 
one is talking about that artistic quality in architecture that is always inherited, or should be inherited. Indeed, they both 
share the same intention that the creator wants to embed his thoughts and ideas into someth ing regardless of the object 's 
usefulness. In that sense, architecture is art. 
23 
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a new lorm 〇_ 
a new medium 〇_ 
「〇m Introduction text of the portfolio "3Deluxe"; 
〇nginal quote by Prof. John Hamilton Frazer, 1995 
One of the mos t appal l ing facts is that by shying away f rom art a rch i tec ts miss the prec ious 
oppor tun i t ies to unders tand their o w n w o r k s in a more sensib le way. ‘ 
The s tudy of l ight ing, the exper ience on tex tures and the cho ice of 
co lour s c h e m e require met icu lous and del icate t hough ts and observa t ion . It is a k n o w n fact that Le 
Corbus ier l iked to spend his morn ings on pr ivate paint ing, whe re he cou ld s tudy shapes and the 
relat ionship be tween them. Rem Koolhaas p resen ted his ideas in d raw ings , pa in t ings and co l lages 
too , in wh i ch he s h o w e d what cit ies shou ld be like or will be like in his op in ions . Whether his w o r k s 
may relate to his theor ies in his a r tworks or not , art surely proves its va luable ex is tence for express ing 
ideas for these masters of archi tecture. 
The impressive and also intr iguing a r tworks by Zaha Had id exempl i fy h o w art is used as archi tectura l 
man i fes tos and pr inciples. There is little d o u b t that the shat ter ing imagery of Had id is the arch i tecture 
she wan ts to present . Let a lone the fact that she really uses her art as formal presentat ion, her art 
is the express ion of ideas and also the e m b o d i m e n t of arch i tectura l qual i t ies. Sant iago Calatrava is 
another great example . The Span ish rising star in arch i tec ture s ta r ted his career f rom his informal 
sculptura l exp lora t ions on ba lance and equi l ibr ium, and this a lso involves numerous ske tches and 
d raw ings wh i ch show where the inspirat ion c a m e f rom. It is obv ious that art still remains rich reservoirs 
for inspirat ion, at least for the field of archi tecture. 
ART ON COMPUTERS 
The te rm graph ics seems to be constant ly l inked wi th th ings d o n e on a compu te r . Forget t ing about 
its real origin, c o m p u t e r s have penet ra ted into our wor ld at the s p e e d of l ight. The same happens 
to our wor ld of arch i tecture where c o m p u t e r s have al ready b e c o m e an ext remely impor tan t role in 
the mak ing of archi tecture. In many archi tectura l compan ies , c o m p u t e r s are to d o C A D drawings , 
render ings and panel layouts for presentat ions, and 
However, our computers are not invented for just those 
tasks. Even though computers are not as smart as we 
are (they can't even think)，they can do much more. 
Undoub ted ly the digital wor lds prov ide us a g round where any pa ramete r can be chosen to be tu rned 
on and off. Arch i tec ture has an enemy cal led gravity, bu t not inside the c o m p u t e r where everyth ing 
can fly. 
We have seen examples of Zaha Hadid above, and recent ly she s tar ted to emba rk on the new media 
too. Digital ization, however, does not alter her style or way of work ing . In fact , the results are qui te 
the oppos i te and Hadid is exc i ted to explore even more possibi l i t ies in her abs t rac t imagery, as she 
e labora ted her exper ience wi th c o m p u t e r s in the book Digital Hadid. Today, more and more arch i tects 
and des igners make g o o d use of c o m p u t e r g raph ics to genera te des ign and please let me restate the 
sentence： make g o o d use of compu te r graphics . This is not abou t g raph ics for final presentat ions, 
but for or igins of des ign. 
25 
I am very fascinated by the book Corporate 
Fields f rom the AA DRL group. 
It is certainly 
not someth ing new when you see those 
fluid space and organic forms, or maybe it 
is even a kind of cl iche to have all those 3D 
translucent d iagrams showing circulat ion 
and p rog rammes in a bui lding of organic 
form. What is appeal ing is their way of 
work ing. Wi th the help of digital s imulat ion 
and graphics, the researchers found new 
ways to explore spatial qualit ies that were 
not easily interpreted or even imagined in 
the mind before. 
Art expresses, reqardless 
〇t Its media 
Through different ways of presentat ions like wireframe, translucent object mode ls and de fo rmed surfaces, we can now 
unders tand space 丨门 a new language. It is not a dream anymore today to build those organic spaces and f lowing surfaces wi th 
today's technology, but that is all after we have studied the spaces visually, and that is what the compu te rs can help. What the 
researchers did in the AA DRL projects are not merely simulat ions, but also presentat ion. Perhaps no other people can do this 
better than archi tectural g roups like Kovac Architecture, N〇X and KOL /MAC Studio. They design archi tecture f rom graphics 
^jrifi sturJy the spatial quality within. Gradually they are able to const ruct a concre te 3D mode l in reality after successful ly 
！r,-)ri,sfr;rfniiirj those qualit ies into archi tectural languages. 
However, besides simulat ions and const ruct ion of organic spaces, compute rs al low us to do digital expressions too. Based 
on arbitrary and artistic operat ions, we work out new way of art, wh ich is originally impossib le to do on a real canvas. One can 
alter layers, understand color palettes and play wi th lines and shapes back-and- for th , and this opens up a new piece of sky for 
architectural language. It is not directly architectural, but it provides a pool of inspiration. As d iscussed before, if architecture 
expresses like art does, why can' t we have such an artistic way of work ing in an architectural project as an explorat ion and 
exper imentat ion? 
• • • . The 
fear that architectural context cannot be expressed through art or graphic design is actually hard to understand. Yet I do not 
see the problem or confl icts be tween graphics and architecture. We learn a lot about how to see things, but why can' t we learn 
how to see graphics, in both architectural and non-archi tectural ways? Of course, we have seen basic operat ions wh ich use 
graphical expression like f igure-and-ground studies and grid analyses, but wi th new technologies going further every day, there 
are far more ground to explore. Behind translucent layers and organic 3D structures, there are new pools of inspiration. 
In the digital world one can explore ^ .^ Micy. inym inri ；]nrl hqhl「i!j(iliiv 
in [emi;、oi visuni ()[[( (、• On top of the art created, one can investigate 
and extract the essences according to the field of examination. 
Architectural qualit ies can be found and inspire the creator again. I consider the making of and the investigation of art as part of 
a loop so that the artist is constant ly making art and be inspired by the product . Such a back-and- fo r th way of work ing drives 
a design artistically, and is also surprising and intriguing as one may not know what will happen next. 
However, are architects rejecting the idea of digital art because of its power or its 
inability, or because of the tact that they cannot link architecture and art together? 
One thing is for sure: abstract ion in anything requires personal interpretation and 
deeper thinker. Since it is abstract as it is defined, it is not concrete enough to 
make people visualize what is inside immediately. Somet imes, it is so abstract 
that it needs the audience to take 丨nuch more t ime to understand the ideas 
behind the visual effects. It is not surprising that a person cannot extract certain 
architectural qualities from a piece of abstract art. 
That is exactly what this thesis project is exploring. I believe that there is a linkage 
between abstract art and architecture simply because 丨 can see the artistic 
quality in architecture. If that is the case, they will share some same elements. 
By different ways of explorat ion and through different studies, 
and the result will be amazing and encouraging. 
ARBITRARINESS & UNPREDICTABILITY 
The methodology being demonst ra ted here is not merely a display of rationales, 
but a possibility of visual experience from two to three dimensions. As talked 
about before, the unpredictable results may appeal to many designers, 
The piece of art can also be started off by a 
series of research and study. 
In an excerpt from the Annuals of the Architectural Associat ion of Architecture, 
Zaha Hadid stated how difficult it was to dist inguish between randomness and 
arbitrariness, but they are not the same. Seriously speaking, randomness can 
be calculated as a kind of mathemat ics, while arbitrariness contains subjective 
elements which aren't scientific (Theories and manifestoes of contemporary 
architecture, article ‘ ‘Randomness vs Arbitrariness" by Zaha Hadid). In the talk 
byt during the Business of Design Week 2005 in November, he confessed that 
his designs were "arbitrary just like life". When something is arbitrary, it is "based 
on or subject to individual judgment or preference" (from Dictionary.com) and so 
it is probably about art. No wonder most of the people can interpret Hadid's and 
Libeskind's works from an artistic point of view. 
There is no right or wrong in art, and there is nothing called proper or improper in 
architecture. There is only architecture that is worked out or not. By studying the 
precedent masterpieces, we can understand how something is done through 
certain processes or methodologies, and explain back the final products. 
2 , 3 
As said, compute rs do help a lot in architectural design. While it is a tool for research and special studies, it also helps designers 
to visualize someth ing before it is really const ructed. Computers have the unique ability to create a virtual environment which 
al lows us to build out dream in any way wi th anything. Inside w e can build our p iece of archi tecture and p roduce renderings as 
a way to "pre-unders tand" spatial reiationship and experience. 
‘ ： … : j ： ； : 丨 ： • • ： i - - ：：：'-； lii； ：. • ‘ ‘ ： ,.')1 . Obviously, the 
school must have very little true understanding of what renderings can bring to designers. Of course, any imagery can be made 
to be as explicit, extravagant or even out rageous as the creators want , but there is no denying about the fact that renderings 
can give architects a preview of spaces they want to create. Such a simulat ion of spatial exper ience can save much t ime and 
effort, and somet imes even make the impossible possible. The prob lem of renderings, if any, lies in how they are used. It is easy 
to fail into the trap of treating rendenngs as final outputs only and overlook the other benefi ts. 
With such a handy tool, archi tects can identify the major e lements in their works wh ich they can adjust in the computer . Then, 
they can tune these e lements by chang ing the parameters and get a output image based on the ad jus tments . By doing this 
back and forth, the process is a design process, but not prepar ing a presentat ion. Render ings are not just the images on the 
presentat ion boards, but they can do the th ings exactly you do on the tracing papers. You can design wi th them. 
These days, 3D model ing and rendering technology has been so advanced that it can simulate nearly any material and 
environment sett ings. No matter you want to build just a room during night t ime, or a garden wi th sunlight penetrat ing through 
the trees, compute rs can work it out as long as you have the knowledge to handle the sof tware. The main point of such a 
work ing process is to get a realistic and c lose- to-accurate (if not completely accurate) image of what one will be seeing. It is 
different f rom any montage or hand-drawings because compute rs don ' t imagine. 
A realistic rendering is not imagined or made up by anyone or 
anything，but is a image created based on a series of parameters 
including light and material qualities. 
When you see something lit up in a space with a window, it is all 




It IS not until the end of functionalism can architecture be designed based on its artistic quality. Adolf Loos' book Ornament 
_ Verbrechen in 1908 set up a ban on architecture as image completely separate buildings from being seen as a piece of 
art. Functional buildings replaced all the things on the drawing boards at that time, and what buildings expressed weren't any 
丨mage to people, but its functions and programmes. They called this Modernism, and right after its "death" around the 1970s, 
Postmodernism arrived which appears to be "a reaction to the pictorial revisionism of the pos tmodern spate of images". (Ilka & 
Andreas Ruby, Contemporary Architecture and the Return of the Image in the book Images, the Picture Book of Architecture) 
丨mages and architecture have an interesting relationship. In today's world, architecture is the image as many architectural 
masters have done it. From Herzog & de Meuron to Frank Gehry, iconic buildings give a direct and effective image onto the 
people's mind. "That is I want to express" is all written on the buildings. Some architects use images to make architecture, 
regardless of how "imagery” the output is, Zaha Hadid is a perfect example while Peter Eisenman employs his diagrams on 
his architecture. 
One can see such a two directional relationship between images and architecture. Architecture as an image is not new at all 
since in some way, if one is not str ipping architecture to mere functionality, architecture is already a piece of art. With this artistic 
appeal, it is an image in its own space to anyone simply because we see it with our eyes. 
The more intriguing bond is using images for architecture, and 
as discussed, m 丨”丨！丨"丨 besides a 
presentable output of simulation. 
Computers push images and the work of imaging to another level. With the ability to transform a two-dimensional canvas into 
a three-dimensional one, it is apparent that the expanded possibility will provide architects more ground for inspiration and 
experiment. We no longer require the tedious translation from 2D to 3D, planes to boxes. We can just start right into the 3D 
virtual world, while echoes with our real world without any difficulties. 
This is what this project is about. We can take advantage of the computer as an advanced tool of drawing to explore the world 
of digital art, as a tour of exploration searching for inspiration. With all the things said above, it is not hard to draw a connect ion 
between architecture and images, both traditional and digital, and form a new image for our city. 
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In Hong Kong, t ime and efficiency are everything. It is pathetic that the gesture "s lowing down" does not seem to exist in the 
people's mind. However, such fast -pace routines do not necessarily imply any impossibi l i ty fo「art to infiltrate into our life. Even 
though people may not spend t ime in art galleries or part ic ipate in any art events, it is possible to show that they are already 
inside an art gallery. By treating the city as the biggest art space, we can start sett ing up a journey of art, and here the first 
piece of art will undoubted ly be architecture. 
ARTISTIC SPACE AND SPATIAL ART 
It has been a long discussion about how art museums should be designed and const ruc ted. We are somehow forced to 
accept the fact that galleries should be pure and white so that they will not distract the audience. In these galleries, the main 
point is the artworks. However, such requirements for art space appear to be one of the most appeal ing targets for architects 
to unleash their wildest imaginat ion and test-run the enthrall ing new technology. There is no wonder that out of the hands of 
the creative architects, art galleries appear to be in fascinating forms and intriguing fagade. The intention to build an art gallery 
turns out to be a blank canvas for architects, but does that mean such interesting archi tecture start to contradic t with the 
original idea about purity of art space? 
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IT IS OPEN 
When galleries were first created, they were to be spaces that provided uninterrupted places for art appreciation. In modern 
ages, new trend ot whiteness suggests 
丨low pure a gallery should be in order 
to avoid distractions. Insicie the space, 
It is the artworks that form the centre 
In other words, a r t b e c o m e s 
overprotected child. It is an irony 
that art was perceived as the radiating 
source (as that is why art gallery is 
born) but that only happens within its 
predefined Doundary by the people 
who do not participate much in art. H 
It IS not difficult to understand how frustrating some artists are. The problem of decreasing appreciat ion towards art probably 
has nothing to do with art itself, but the environment that contains it. It is the containers that forbid the growth of art, and the 
solution lies exactly there. Indeed, one of the solutions is more than obvious: opening up the container. If one wants more 
exposure, and if others too want to be more exposed to art, why do we need an enclosed box as a gallery anymore? The old 
way of doing an art museum no longer stays in today's world, or at least, we need a better way to deal with art space. 
FUNCTIONS OF ART SPACE 
There are two aspects when one talks about the role of art space and of course, its funct ion is more than just exhibiting 
artworks. 
Within itself an art space provides an area for display of different kinds of art. At the same time, it may be designed in a way 
that suits the contents of the art collection. This can be achieved by the building itself and also by the interior design in the 
room. Ambience plays a vital role to set up a certain mood of the audience so that people can be more adjusted visually and 
mentally to appreciate a specific art topic. Finally, lor most of the time an art space is to screen away any possible distraction 
from the outside, as some art needs to be viewed and appreciated quietly. 
: j ： m 
Guggenhe im Museum in New York by Frank Lloyd Wright. Image 




3 , 2 
Outside an art gallery, the influence of art still goes. An art space is a place for people's imagination, and that includes both 
passive and active activities. The former is like a walk in the gallery as talked about before, and the latter one, which seems 
to be neglected always, is the part ic ipat ion of the people into art. An art space should also provide an area where interested 
people can join and express artistically together. Only with that can then an art space fulfil its ul t imate funct ion, wh ich is to raise 
the awareness of art in the city. With the part ic ipat ion of people, an artistic a tmosphere is created, and probably a new trend 
can be set up. Finally, after all these people will be educated, or should I say, will learn more about art. Now art is conceived, 
and the mission is accompl ished. 
ARCHITECTURE TO DO ART 
As you can see, archi tecture plays an essential role in leading art into the city. Archi tecture is the media where art can be 
injected into the city with ease, providing everything is done and designed in a good way. While archi tecture is the bridge, it 
can also be seen as a piece of art too, as d iscussed before. 
It will require another stack of papers to talk about the relationship between art and architecture, but in my opinion they are the 
same t ime in different media. If there is a dif ference between bui lding and architecture, there will be no dif ference between art 
and architecture. Archi tecture speaks, expresses and provokes, and it goes beyond what a bui lding can do. Archi tecture is the 
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It IS hoped that archi tecture can play the role of raising the awareness of 
people towards art in the city because it is a piece of art already. It shall 
bombard people's mind and tr igger their imaginat ion like an image in the 
street. At the same t ime, it seeks the part ic ipat ion of people so that this 
piece of archi tecture will b lend into the city instead of closing up to protect 
ar tworks. While some art gallenes must be enc losed and be sheltered f rom 
distract ion, this piece of archi tecture will also al low publ ic art to happen in 
its periphery by providing both horizontal and vertical spaces. Installation 
art can be installed on the bui lding so that it can reach the audience on 
the street. It is a sharing of artistic expressions, and people can be notif ied 
through such a visual way. That is the funct ional i ty of the proposed art 
centre. 
Therefore, it is more than convinc ing that archi tecture can play the role as 
the first piece of visual art in this visual art centre. However, most importantly, 
It will fulfil the idea of "archi tecture for images" and "architecture as the 
image" in the city. 
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art 2 architecture 
lA 
CONCEPT OF AND FROM THE IMAGE 
Sandwiched between the t w o major grids in Tsim Sha Tsui, wh ich turn around 23 degrees to each other, the site is character ized 
by its zigzag form and the two intersect ing circulations, one along the major Chatham Road South and the other perpendicular 
to that. On the west side of the road, bui ld ings have a bigger variation 
of height ranging approximately f rom ten to twenty, while on the east side near the TSTE center, bui ldings are bulkier wi th the 
height around 1 2 stories. 
The site is originally a park, the Urban Counci l Centenary Garden, and is where the old stat ion was long t ime ago. The old 
co lumns near the fountain mark the exact location. The park itself is a pleasant and quiet p lace where some elderly spend 
the morning here chat t ing and where some ladies and children played after school . The park has a publ ic toilet and a kid 
playground, and most of its area is covered by vegetat ion. 
9 
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However, the park is basically a disguise of horrible bui lding backs. 
Facing the main load are most ly bui lding backs or sides, but not the 
f iont doors. The park ing lot bui lding, sitt ing nght at the middle of the 
site, has an unappeal ing fagade, and at its foot one can find garbage 
rooms and waste col lect ion bins. Behind the trees is the area where 
people leave dirty materials, and obviously that is the situation one has 
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Cons ider ing the gallery I a m des ign is a k ind that based on linear 
peop le f low a long the street, an idea abou t f lowing water c o m e s 
to iTiy m ind quickly. Crash ing in the co rners the water f low fo rms 
several c rests and tw is t ing pat te rns . The water sur face fo lds up 
and creates spaces and l andscape a long the road, and this idea 
echoes w i th the prev ious c o n c e p t of fo ld ing sur faces as a way 
to create, def ine and d iv ide smal ler spaces . Depend ing on wh i ch 
corner and h o w c lose to the c i rculat ion, di f ferent par ts of the 
sur face fold up in dif ferent degrees , and hence dif ferent sizes of 
space to prov ide dif ferent spat ia l expenence . 
The f low of peop le a long the C h a t h a m Road Sou th is 丨mostly 
tour is ts w h o visit the Sc ience M u s e u m and w o u l d like to con t inue 
the journey at the S p a c e M u s e u m in the sou th ; peop le w h o wo rk in 
the area of TST East； and peop le w h o ate wai t ing tor t ranspor ta t ion 
j f ' 
•r 
z 
since the road has several bus-s tops. Another circulation goes 
perpendicular to Chatham Road South, which connects the central 
part of TST to the TST East area. Many people who work in that area 
travel by MTR’ and therefore they need to get off near the Nathan 







 . . . . . . 
\ 
The site of interests locates exactly at the intersection of these two 
circulations. The three elements, the site and the two circulations, 
collide together and this pat tern is copied into the computer for 
simulation. However, this simulation process is nothing similar to real 




The image created starts f rom several renderings, which are fo rmed f rom the result of col l iding three plane objects. An artistic 
operat ion fol lows in Photoshop, and as its name suggests, this part of the process is most ly arbitrary and subject ive. It no 
longer shares the same amount of scientific and statistic information as it conta ined at the beginning. It develops as and 
through a piece of art, and one can call this process aestheticizat ion. 
While we could write another long chapter to describe the making of 
this piece of art, we shall here skip it and move to the investigation of 
the final piece，as a British c o n c _ a l artist Joseph Kosuth once put it, 
“'V丨，,A、、： M i IS 丨,"丨 …’,(msn ih(: ()x(:(;iil丨on is irrelevant, lo 
thn rn )i] 
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The result of all the operat ions, both digital and artistic, is a beautiful scenario of folding and translucent surfaces. The 
addi t ion of color palettes is a way to identify different elements and planes. 
The dark bold line across the image is the Chatham Road, 
wi th its left point ing to the south and right to the north. One can actually identify the site boundary out of the piece of art 
based on this major road, wh ich appears to be also in zigzag form. The site also connec ts to the Science Museum, wh ich 
appears as a group of fo lded orange planes on the right. 
N 
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From the image, one can see how the folded planes are formed because of the two 
circulations, and from the twisted forms to the round-cornered turns, one can also observe 
the degree of distort ion. Colors play an essentia丨 role here too as they define the possibil ity 
of how different programs can be arranged. 
It reveals the layering quality and suggests the 
degree of openness and density within the site. All the information here provides an excellent 
pool of inspiration for the design work later on. 
I take line drawings as one of the simplest ways to extract the major ideas f rom the colorful 
digital ar twork.丨 make an expressive digital line drawing based on the shapes to form a 
cleaner picture of how the site should be oriented. At the same time,丨 cut the site out of the 
image and divide that into several parts according to the programs I l isted out before. There 
are totally four parts and therefore tour groups of analyses, namely the sculpture gallery, main 
gallery, photography gallery and the installation art gallery. One can read on the fol lowing 
pages to see the process of extract ing lines from the digital image, reconstruct ing an image 
from the lines to see how a surface is folded up, and finally re-creat ing the spatial arrangement 
within that area. 
The result image, combin ing the four drawings, is coherent wi th the concept of f lowing water. 
While the whole design is fluid and fluent along the main road, there are corners that fold up 
the surfaces. The degree of folding is the strongest at the point of intersection, where the 
heaviest circulation occurs. 
On the resulting image I do several investigation on degree of openness (upper images in 
the fol lowing pages) and degree of dynamics (lower images of drawings). This al lows me to 
visualize what the building would look like.丨 also construct a d iagram showing indoor space 
and sheltered space, because here the previous green canopy of the park is not destroyed, 
but should we say reconstructed. Furthermore, this visual art center is to provide space for 
public art besides housing artworks inside the building, making outdoor space around the 
building an important and interesting aspect to think about during the design process. 
101 











At the very beg inn ing, I w a s th ink ing abou t h o w to o p e n up gal leries to d isc lose its c o n t e n t s to the pub l ic whi le mainta in ing 
cer ta in privacy. Using r ibbons as a metaphor , one can create three k inds of spaces . One is an e n c l o s e d s p a c e wi th r ibbons 
inter twin ing, ano ther is semi -openec i s p a c e w i th the weav ing r ibbons be ing loosed a bit, and finally is a s p a c e w i th f lowing 
r ibbons where each r i bbon g o e s oft on its o w n . This c o n c e p t is not lost dur ing my des ign p rocess , b e c a u s e here is where it 
c o m e s back to be redef ined based on the graph ic w o r k s just done . 
I th ink one can relate the r i bbon idea into the analyses of the digital a r twork , s ince they are b o t h abou t fo ld ing p lanes and 
flowing e lements . After all, no one says r i bbons mus t be of un i fo rm w id th . I t ake the idea of f lowing sur faces (thin ones, not like 
planes) and s tudy their re la t ionships w i th the p r o g r a m m a t i c c o n c e r n s acco rd i ng to the f lowing qual i ty a n d charac te rs . Finally 
I Identify the several major spaces of the visual art center m a t c h e d w i th di f ferent f lows of r i bbons . Together, they can actual ly 
f o rm one who le r ibbon. 
The image on the r ight is a c o m p u t e r g raph ic s h o w i n g h o w the r i bbons are en tw in ing w i th e a c h other. W h e n one obse rves 
closely, the r i bbons are tw is t ing on one end and b e c o m i n g loose t o w a r d s the t o p of the image. The image sugges t s several 
di f ferent ges tu res of tw is t ing , fo rm ing di f ferent k inds of spaces as m a r k e d by the l ight ing do ts . The next p a g e lists out the major 
p r o g r a m m e s and their requ i rements a n d qual i t ies. W i th this in format ion, I can f o r m a re la t ionship b e t w e e n e a c h p r o g r a m m e 

















PAINTING & ILLUSTRATION GALLERY 
Static Activity 
Canvas Requirement 






MOTION PICTURE GALLERY 
Translucency 
Enclosed Space Requirement 
As part of fagade 
SCULPTURE GALLERY 
Space of Occupancy 
Verticality 
Fixing 
Circulat ion Pattern 
INSTALLATION ART GALLERY 
Free and Formless 
Huge Space Requirement 
Human Interaction 
Wl! 
… P l e a s e refer to the art list I have compi led at the end of this book which this 
p rogramme arrangement is based on. 
There are three major r ibbon gestures conc luded from the programmat ic arrangement . 丁h e first one is the normal waving of 
r ibbons, either horizontally or vertically. Such a sett ing of r ibbons creates cont inuous spaces wh ich are more like paths. The 
second one is a twist ing manner, f rom one direct ion into another. This is like a wall going into the ceil ing, providing a large 
cont inuous surface within certain space. The final one is the loose form, like r ibbons shoot ing into the air. They act like shelters 
cover ing some space, which opens up to the outside. The whole transit ion can be created by joining these three gestures 
directly, wh ich leads to an image of a cont inuous r ibbon turning f rom one direct ion into another. It looks like a wall going into 
the ceiling, but also in its own wavy form. Such a dynamic profile implies different spaces formed in between, or under the 
r ibbons. 
A sect ional drawing is done in a t tempt to il lustrate the relationship be tween the r ibbons and the spaces conta ined, or I call 
It wrapp ing, The cont inuous movement goes f rom one end of the bui lding to another, housing different activit ies accord ing 
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Computer renderings are not just lor final presentat ion. Here I also use these images to help wi th the design dur ing the process. 
The image above is to depict how the wavy profile of the bui lding interacts wi th the real site using the montage technique. The 
images on the fol lowing page are renderings to understand the lighting and site condi t ion using advanced lighting calculation, 
I also put the structural system as a 3D model in the images to preview the overall bui lding form. 
The sof tware I use for all these visualization graphic works include .• •::: • : 、 
、 
Test rendering (right), and final 
rendering (below); bo t t om image 
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Here you will see some of the shots done during the design development . However, 
they don' t represent all the models. There are just selected models and photos. 
conceptua l model 
first physical model after the graphical analysis 
絲海遍霸 
^ f t ?减;;；？碟谈必欲“知: 
• . 




another work ing model 
/I Irv //〕 
T r 
oof study model 
a exp loded model done 
after the finalization of 
the design, showing 
the space inside and 
how exhibits can be 
placed 
“ “ J 工 ‘ 。 樣 身 : 
site context rriorjf；! 
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'4.81 H l l i i U ! 
This IS a colored version of the first floor plan 
done for the presentat ion panels. Fol lowed is 
a series of CADs of the latest design, and then 
the final penals. 
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art qaiicha will provide a new Indoor spRce for art collectlora and, most importantly. 
a public ground for people to do and snare art. Expressions should be expressed, and only 
whpn the Q;ii|pripf, arfi nfwnf^ ri up, ran ；irl ppnetntp into otir rity .inrl our life 
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chrynologicat or norralive; 
tamilianty 
translucency / pail of facade, 
enclosed space 
ispacu o! Oixupincy i clrculaliou: 
verticality. 
fixing requirement 
(similar to smlptire) 
froe I formfess; 
tiuge siwce fei:ui_eiit 
human interaction ‘ 
I I Inda Rorgkvlst, Gary TqnQO. 
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Along the waving, flowing ribbons 
• linear space 
• horizontal circulation and path 
Wrapped by the twisting ribbons 
• provUInq larqe sur^ce as canvas 
-cartinuous trom ground to celling 
Opened, exploded ribbons 
-huge space requirement 
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amendix - art lis 
Sculotures 
Claes Oldenburg and Coosje van Bruggen / http://www.oldenburqvanbruqqen.com/ 
Flying Pins (2000) Steel, fiber-reinforced plastic, foam, epoxy; painted with polyester 
gelcoat and polyurethane enamel 
Ten pins, each: 24 ft. 7 in. (7.5 m) high x 7 ft. 7 in. (2.3 m) widest 
diameter in an area approximately 123 ft. (37.5 m) long x 65 ft. 7 in. 
(20 m) wide 
• :,:fi2: ]3 it, 2 i n . ' 4 n i ) higi：. 
7 in. (8.7 m) 
Tfo: 20 f t 8 
(6, 
Cupid's Span (2002) Stainless steel, structural carbon steel, fiber; reinforced plastic, cast 
epoxy, polyvinylchloride foam; painted with polyester gel c o a t " 
60ft. (182.3m) high 
Frank Stella 
The Broken Jug (1999) 
The Chapel of the Holy Ghost 
(1992) 
Prinz Friedrich von Homburg, 
Ein Schauspiel, 3X(2001) 
Painted Fiberglass and wood 
3.66 X 4.45 X 4.57m 
Model, cast stainless steel 
78.7 X 86.4 X 83.8cm 
Stainless steel, aluminum, paint on fiberglass and carbon fibre 
9.4 X N .9 X 10.4m approx. 
Weatherproof steel of thickness 51mm 
Outer ellipse: 3.58 x 8.38 x 10.9m / inner ellipse 3.58 x 8.69 x 5.99m 
丨^丨丨丨丨 
A trio of weatherproof steel of thickness 51mm 
30.28 X 3.96 m (100x13 feet) 
* Permanently exhibited at Bilbao Guggenheim Museum 
Richard Serra 
Double Torqued Ellipse II 
(1998) 
Snake (1997) 
Eva Hesse / http://www.eva-hesse.be/ 
Right After (1969) Casting resin over fiberglass, cord and wire hooks 




Anish Kapoor (real name as Anish Dillip Kumar Patel) 
Cloud Gate (2004) 
Marsyas (2002) 
Sky Mirror (1995) 
SBC sculpture on Millennium Park, Chicago 
66' long, 33' high with a 12' tall arch underneath; weighing 110 tons 
Was exhibited at TATE Modern 
150m, 10 stories tall 
3 steel rings with red PVC membrane 
Placed at Nottingham Playhouse, United Kingdom 
6m in diameter, weighing 10 tons 
nstallation A 
Dan Flavin 
A Primary Picture (1964) Gold, pink and red, red fluorescent light 
2 ft. (61 cm) high, 4 ft. (122 cm) wide 
Pink out of corner (to Jasper 
Johns) (1963) 
Pink fluorescent light 
8 ft. (244 cm) high 
One might not think of light as a matter of fact, but I do. And it is, as I said, as plain and open and direct an 
art as you will ever find. -Dan Flavin, 1987 
Richard Long / h t t p v ' / w w w . r i c h a r d l o n g . o r g / 







Dividing (the Water under 
the Firmament from the 
Waters above the 
Firmament); Star Path; First 
Day (1994) 
Northern Sky, Southern Sky 
(1993) 
Wall installation at Andre Emmerich Gallery, New York; lascaux 
aquacryl on gesso-prepared surface 
Overall height 3.3m (11 ft.) 
SONY Headquarters (550 Madison Avenue, New York); secco fresco 
Two walls, 30 ft. x 30 ft. each 
Dale Chihuly / h t t p : / / w w w . c h i h u l v . c o m / 
Venturi Window (1992) Exhibited at Seattle Art Museum 
16x48x7 ' 
Christo and Jeanne-Claude / h t t p : / / w w w . c h r i s t o i e a n n e c l a u d e . n e t 
Wrapped Reichstag (1995) Size of the Reichstag, Berlin 
The Umbrellas (1984-91) Umbrellas (470 in total for both Japan & US): 
Height including base: 19ft 8" 1/4 6 meters 
Diameter of Umbrellas: 28 ft 5 inches 8.66 m 
Weight of Umbrellas without base: 448 pounds 203.2 kg 
Fabric area supported by Umbrella: 53.17 ft2 SQ.Sm^ 
D notography 
Olivo Barbieri 
Tibet Ganden (2000) One in the series of Virtual Truths 
100 x60cm 
Cupid's Span (2002) Stainless steel, structural carbon steel, fiber; reinforced plastic, cast 
epoxy, polyvinylchloride foam; painted with polyester gel coat II 
60ft. (182.3m) high 
Richard Ehrlich / h t t p : / / w w w . e h r l i c h p h o t o q r a p h v . c o m / 
Namibia Sandhouse (2002) Photographic print with pigment 
38.1 X 101.6cm 
PlanetNLI (2002) Photo 
二 ， ， . 
Helmut Newton 
Unknown & Kylie Bax (1996) Size unknown, black and white 
David Lachapelle / http://www.davidlachapelle.com/ 
Death by Hamburger (2001) Shot for Italian Vogue at Los Angeles 
Warhol's Amanda as Marilyn 
(2002) 
r o rma t i o i 
Motion Picture 
Pipilotti Rist / http://www.pipilottirist.net/ 
Sip My Ocean (1996) Video Installation at the Musee des Beaux Arts, Montreal 
Herzaufwuhlem Herz 
Ausspuhlen (Stir Heart Rinse 
Heart) (2004) 
Video Installation at the Museum of Modern Art, Sans Francisco 
Floria Sigismondi / http://www.floriasiqismQndi.com/ 
Collections of Music Videos 1 2005 0 ' Sailor, Fiona Apple 
2 2005 Blue Orchid, The White Stripes 
3 2004 The End of The World, The Cure 
4 2004 Talk Shows on Mute, Incubus 
5 2003 Megalomaniac, Incubus 
6 2003 Fighter, Christina Aguilera 
7 2003 Bombs Below, The Living Things 
8 2003 Anything, Martina Topley Bird 
9 2003 Obstacle #1, Interpol 
10 2003 Untitled, SigurRos 
11 2002 John, 2/14, Shivaree 
12 2002 She Said, Jon Spencer Blues Explosion 
13 2002 Black Amour, Barry Adamson 
Lyia Rye / http://www.ccca.ca/artists/artist info.htnnl?langLiaqePref=en&link id二5478 
Examination (2003) Installation documentation: framed LCD, glass, magnifying lens 
1 8 x l 8 x 8 i n c h (45 x 45 x 20 cm) 
90 sec. with no audio / excerpt: 1 min. 13 sec.] 
In Examination a nude young gir! is shown exploring a strange black 
o b j e c t . The i m a g e is d i s t o r t e d as if a m a g n i f y i n g iens is 
s u p e r i m p o s e d ove i t h e v i deo . The cen t ra l area o f t h e v i d e o w h i c h is 
m o s t m a g n i f i e d , is also m o s t d i s t o r t e d a n d b lu r red . T h e b lack shape 
s low ly reveals i tsel f as a bra, i m p l i c a t i n g me, t h e m o t h e r , in t h e 
image as weli as foreshadowing the future expansion and change of 
her o w n b o d y . The b lack f o r m is a n e g a t i v e shape, or v i r tua l ho le , 
which disrupts the image. The scale and colour difference between 
the child and the bra highlights her smaiiness and provides a harsh 
contrast to the paleness of her flesh. Lyia Rye 
The piece is aiso shown on a small LCD mounted wi th in a picture 
frame like box. A real magnifying lens is mounted into a glass sheet 
in front of the monitor exaggerating the digita! distrortion effects 
within the video, 
This work is distr ibuted by V/Tape, Toronto, Ontario. 
Paintinqs & I ustrations 
Linda Bergkvist / http://www.furiae.com/ / Digital 
Nelicquele(2002) Aspect Ratio 2:3 
Autumn Whisperlings (2002) 
Vincent Lai / http://www.aw8.net/ / Digital 
Recticore (2003) 20 x 30" (0.5x0.76m) at 300 DPI 
Empower (2003) 20 X 30" (0.5x0.76m) at 300 DPI 
I… I..J.% f - , / r v ‘ v -
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The defining characteristic of any modern museum is 
its collection. Each museum has its own special ciiar-
acter and requirements. The more common types of 
museums include： 
• Art museums 
® Children's museums 
• College and university museums 
• History museums 
• Nature centers 
• Park museums and visitor centers 
• Science and natural history museums 
• Specialized museums： aeronautics a^nd space, 
agriculture, architecture, forestry, and military 
MUSEUM SPACE RELATIONSHIPS 
AND SPACE TYPES 
Museums consist of discrete blocks of space that 
must be kept separate for secure and efficient opera-
tions. Typically, the main departments include： public 
services, galleries, educational facilities, temporary 
exhibition support facilities, general staff services, col-
lections management, collections storage, and 
curatorial and administrative offices. 
PROGRAMMING 
The development of a thorough program for museum 
planning is critical. Museums are composed of many 
different spaces, each accommodating a particular 
function. Each anticipated function must be analyzed 
and accommodated individually. In addition, the 
future growth of museum collections and facilities 
must be addressed. 
ACCESSIBILITY 
Compliance with the principles of the Americans with 
Disabilities Act (ADA) enhances the museum experi-
ence for disabled visitors and staff. Accommodation 
for special needs include： 
• Ramps and elevators 
• Large-print labeling and signage with good contrast 
and lighting 
• Captioned film, video, ancT audio 
Ramps and elevators may reduce accidents, and are 
preferred by persons in wheelchairs, families with 






Place exhibit objects in positions that 
both seated and standing positions. 
visible from 
Large-print labeling and captioning encourages the 
visitor to read the informative text, while aiding those 
with some sight restrictions. Audio narration also 
assists visitors with sight impairment. 
PUBLIC SERVICE SPACES 
Public nongallery spaces should be located together 
near the public entrance. They include vestibules, 
public lobby, information desk, coat and parcel check-
room, museum shop, auditorium, meeting rooms, A/V 
presentation/orientation room, public toilets, drinking 
fountains, and telephones. 
3 sloped-fioor auditorium or a multipurpose room. 
Larger museums may have both. Rooms may be used 
for museum events or be rented to other public and 
privgie groups, depending on museum policy. For 
security' and operating economy, auditoriums and 
meeting rooms must be accessible when the galleries 
are dosed. 
Museum Shop and Bookstore 
The retail shop should open to the lobby where it will 
be visible and attractive as visitors leave the museum. 
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LAB LOADING DOCK 
Public Lobby 
The ,obby has many practical functions: orientation 
and access to all public service functions within the 
museum and a setting for social functions. Size is 
often governed by the capacity needed for banquet 
dinners and/or receptions. During receptions, visitors 
may be dispersed throughout the galleries, depending 
on the kinds of events taking place in the museum's 
public spaces. 
Meeting Rooms and Auditoriums 
These will vary widely according to the particular 
everTS program. Smaller museums usually have either 
Public Restrooms 
Restrooms should be sized to accomi 
largest anticipated exhibition openings 
audiences. Plumbing fixture counts shouli 
the code minimum, but greater if large 
anticipated on a regular basis. Interp 
plumbing fixture counts should be clarified 
priate building code officials. 
TO GALLERIES SECURITY 
EXHIBITION 
MUSEUMS AND EXHIBIT SPACES 
MUSEUM TYPES 
匕 a n v 
OAOW UNSTRUCTURED FLOW STRUCTURED FLOW 
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SITTING AND LEANING BEHAVIOR 
NG AND BEHAVIOR 
iewing heights are influenced by the average 
•person's eye level and comfortable viewing 
jine displays are visible from a seated posi-
ch enables persons of smaller stature a n d 
〜 M i e e l c h a i r s to view the objects on display. 
1 GAND LEANING BEHAVIOR 
、aturally gravitate toward surfaces at comfort-
I jhts to lean against, perch, or sit. Galleries 
、ifovided with some seating for visitors. Seating 
劝（set the duration of the rest period. Hard 
provide places for short rest periods； com-
J^ hairs encourage longer periods of sitting. 
VIEWING HEIGHT AND COMFORTABLE VISUAL SPACE VIEWING DISTANCE 
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BACK WALL CASE 
Central gallery among 
smaller galleries 









Large natural history 









Small decorative arts 
Miniature dioramas 
Gems and minerals 











Small historical exhibits 
Medium-sized artifacts 
Most scientific exhibits 
Interactive galleries 




INDIVIDUAL GALLERY SIZES AND 
CEILING HEIGHTS 
EXHIBIT CASEWORK AND 
DISPLAY UNITS 
Most museum artifacts are exhibited in protective display 
cases. The artifacts are secured, while allowing visitors to 
view the objects within a sealed display environment 
Temperature, relative humidity, contamination, and out-
side chemical pollutants are controlled within the sealed 
case. 
Case Construction 
Cases may be constructed of wood or metal. Wood 
construction is less stable than metal, and should be 
treated with vapor barrier products to sea丨 the wood 
surfaces. Metal cases provide dimensional stability. 
They may be fabricated from steel, which requires a 
protective coat!门g to prevent corrosion, or aluminum. 
Case construction materials or finishes should be 
composed of conservation-appropriate materials that 
do not outgas any chemicai substances. 
Display cases may require ventilation and air filtration 
to remove coniaminemts from the air within the case. 
Provide power to cases as required; freestanding 
cases may require power feeds from the floor. 
Case Security and Seals 
Display case security should be discussed with a secu-
rity consultant before selecting secure construction 
type, case materials, glazing, and locking systems. 
Locking options includes pneumatic, electronic, and 
manual locking devices. Specify tamper-resistant 
screws that are exposed. Consider electronic detection 
sensors in high-security areas. 
Cases may require seals to contain the internal envi-
ronment within the unit. Gaskets are typically 
employed to seal the display case glazing in place. 
Case Lighting 
Incandescent, fluorescent, or fiber-optic illuminator 
sources may be used for integral display case lighting. 
Provide ventilation to dissipate heat generated from 
lamps； fans may be required to evacuate hot air. 
VITRINE PEDESTAL CASE 
DISPLAY CASE CONSTRUCTION 
Source： National Park Service. "Exhibit Conservation Guidelines, “ Division of Conservation, 1999. 
EXHIBIT GALLERY TYPES 
Museum gallery types include： 
• Art galleries 
• Interpretive galleries 
• Science center galleries 
• Visible storage galleries 
• Changing exhibition galleries 
GALLERY CHARACTERISTICS 
Galleries should be isolated spaces conducive to con-
centrating on the objects exhibited. When the 
museum is closed, the galleries should become 
secure, dark vaults. 
Gallery Flexibility 广 
Galleries must provide flexibility to house various 
exhibit types. This is achieved in traditional art muse-
ums by providing a variety of well designed, 
proportioned, and organized gallery rooms of different 
sizes and characters. Flexibility within gallery spaces is 
maintained with open floor space, a modular ceiling 
system, and movable exhibition walls, so the space 
can be reconfigured based on exhibition require-
ments. A level of physical changeability provides 
flexibility within the context of fixed gallery rooms. 
Proportions 
A rectangular floor plan is generally desirable for 
gallery spaces. Ceiling heights should be proportional 
to the plan size of the room and to the objects to be 
exhibited： 11 to 14 ft (3.4 to 4.3 m) is appropriate. 
Lower ceilings may be acceptable in certain intimate 
galleries such as those exhibiting old master prints, 
photographs, or other very small objects. Very high 
ceilings may be desirable in feature areas of galleries, 
when exhibiting large artifacts. 
Finish Materials 
Floors, walls, and (ideally) ceilings should be capable 
of supporting considerable weight through the use of 
fasteners. Floors and walls should have securely 
attached % in. (19 mm) tongue-and-groove plywood 
substrates. Suitable flooring materials are tongue-and-
groove hardwood strip flooring, stone, terrazzo, or 
carpet. Suitable wall materials are thin {Va or % in.； 6 or 
10 mm) drywall or stretched fabric. Ceilings may be 
painted drywall or acoustical ceiling panels. If the floor-
ing is a hard-surface material, an acoustical ceiling is 
desirable. 
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ilUSEUM SUPPORT SPACES 
:ientific Research Laboratories 
;nce museums often support significant research 
3ms, which require various laboratory types, 
tiding clean, dirty, and wet laboratories, and spe-
1 storage and equipment rooms. The requirements 
r jese rooms must be programmed in close coop-
&n with the scientists involved. 
叫cation Spaces 
museums offer active educational programs, 
}ing A/V presentations, and orientation talks for 
iips of both children and adults. Museum educa-
s spaces include： 





IStaff and docent offices 
dministrative and Curatorial Offices 
nd Workspaces 
for museum administrators and curators are 
！ilar to business or academic offices. Future office 
work area space needs should be addressed 
designing the museum. Curators may need 
_r-than-usual offices if museum objects are stored 
iBiem for examination and research. Security and 
:iai HVAC may be required. 
eneral Staff Services 
ck-of-the-house facilities include: shipping and 
swing area, sallyport, centra丨 security station, 
graphics studio, exhibition preparation room, 
3tion room, specimen room, X-ray laboratory, pho-
cphy studio, A/V storage and workrooms, and 
specialized museum support spaces. Security 
鄉’ toilets, showers, and dressing rooms should 
；provided. Other areas may be required to support 
seum programs. 
J^ mporary Exhibition Storage and 
Staging . 
lldequate spaces must be provided for receiving and 
iing exhibition materia is. These materials consist 
i museum objects borrowed from other institutions 
for individuals. Conservation-standard climate con-
！ and security must be provided i门 order to avoid 
siity for damage and to meet the strict requirements 
histicated modern tenders often impose on borrow-
1 institutions. 
7ping and Receiving Facilities 
ceiving and sending traveling exhibitions require 
i to a shipping and receiving room, adjacent to a 
iing dock. Immediate access to the crating/uncrat-
and to the freight elevator is suggested. Very 
I monitoring of this space by security personnel is 
essential. Security monitoring may include the use of 
X rays, similar to those used for airport security. 
Crating/Uncrating Room 
A large room must be provided as a workspace for 
crating and uncrating borrowed museum objects, for 
temoorariiy storing both the objects and their crates, 
and for examining, photographing, and organizing the 
objects in preparation for gailery installation. Space 
may be required to handle several exhibitions simulta-
neousiy. Ihe space must be secure, clean, and 
climate-controiled to museum conservation standards. 
Provide work surface areas and storage units as 
required. 
Temporary Collections Storage 
After objects are removed from Iheir crates, they must 
be examined, organized, and securely stored prior to 
installation. After the exhibition closes, they must be 
stored and prepared for crating. Provide workspace 
and storage units as required. 
Temporary Crate Storage 
While the objects are in ihe museum, the crates must 
be stored and maintained under proper humidity con-
ditions. 
Collections Management 
Collections management facilities accommodate the 
handling, care, storage, and conservation of the 
museum's own collections. Clear unobstructed pas-
sageways are essentia丨 between the shipping dock to 
the carpentry shop, crating/uncrating room, galleries, 
and collections storerooms. Door openings, freight ele-
vators, and corridor heights, widths, and corner 
configurations must be uniformly large to accommo-
date movement of exhibit materials. Placement of 
ducts and piping must be carefully coordinated to 
avoid bottlenecks. 
Registration 
The registrar generally is responsible for handling all 
museum objects, keeping track of their location within 
the museum, and maintaining records about each 
object, whether owned by the museum or loaned as 
part of a temporary exhibition. These activities require 
office and '.vorkspace, facilities for extensive paper files 
and computer operations, and sometimes space for 
temporary object storage. 
Matting and Framing 
The matting and framing area must be a cleanroom fur-
nished with work tables and storage for materials. Minor 
conservation procedures also may take place here if the 
museum does not have a conservation laboratory. 
Conservation Laboratories 
Most smaii museums do not have conservation Isbs. 
Larger museums, however, may have extensive facili-
ties, including separate laboratories for specialized 
conservation procedures such as those required for 
paintings, sculpture, three-dimensional decorative arts, 
textiles, cars, industrial machinery, fossils, taxidermy 
anthropological artifacts. Each kind of conservat 
requires special facilities and equipment 
Museum Storage 
Collections storage and general storage serve diffen 
functions within the museum. General storage spa 
can be located in back-of-the-house areas. Coliectic 
storage, however, must meet the most exacting sec 
rity and climate control requirements and must 
correctly located. 
General Storage 
Museums require large amounts of misceila门eous ma 
rial that must be stored. General storage are 
accommodate building and office supplies, muset 
store inventory, furniture, exhibition casework, equ; 
merit, and other items relating to the museum operatic 
Collections Storage 
Collections storerooms must be clean, dry, secure, w 
lighted, free of overhead pipes containing liquids, ar 
properly air conditioned to meet conservation clima 
control standards. They must be located convenieni 
near shipping and receiving, curatorial offices, registn 
tion, and other collections management facilitie 
Minimizing the possibility of flooding or other wat( 
damage is essential. Whether collections storage 
separated into discrete rooms or centralized in larg 
open vaults depends on the nature of the collectior 
and on administrative policies about staff responsibi! 
ties. Provision for growth of the collections is critica 
Security for collections storage is a priority. 
Collections Storage Equipment 
Types and quantities of storage units and the requirei 
floor area must be determined by analysis of the col 
lections in conjunction with the collection: 
management staff. Space must be provided for stor 
age of materials-handling equipment and shelving 
files, specialized racks, specimen cabinets, and over 
sized objects storage areas. Many museum objects arc 
kept in containers, such as acid-free boxes, solandei 
boxes, textile screens, and rolled textile tubes, whict" 
are placed in or on the storage units. 
High-Density Storage Systems 
High-density storage systems, also referred to as com-
pact storage systems, are composed of rolling shelving 
units. A substantially higher density of objects may be 
stored than in traditional storage units. These systems, 
though efficient, are costly, and may inhibit the capa-
bility of fire suppression systems to extinguish flames 
inside the collections storage units when in the closed 
position. They require either depressed floor construc-
tion, for buiit-in recessed floor tracks, or rarnps, for the 
surface installation of tracks. Structural systems will be 
impacted due to the weight of potential stored materi-
als. If future compact storage systems are anticipated, 
the design of the storage space, materials to be stored, 
and structural loading capacity should be reviewed. 
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The way three-dimensional objects are lighted also 
affects -he viewer's perception of the piece. 
Concenirated beams create higher contrast and 
deeper shadows, emphasizing form and texture. 
Frontal lighting between 30° and 45° from horizontal, 
and Detvveen 30° and 45° from vertical, models 
objects ir a manner that best replicates sunlight. 
Lighting c vertical surface behind an object provides a 
luminous backdrop that serves to separate the object 
visually from its background. Lighting the object from 
the side as well as from above provides added dimen-
sion to the piece. 
Reversing the expected relationship of highlight and 
shadow, and lighting an object T'rom a 丨ess conven-
tional angle, disiurbs perception. Uplighting creates an 
ominousiy ghoulish impression； backlighting leaves an 
object in silhouette. 
CONSERVATION OF MATERIALS 
Consen/aiion of materials is a fundamental concern in 
the lighting of art. All organic material is susceptible to 
pigment change and weakening of strength from 
exposure to light and heat. These materials include 
paper, corton, linen, parchment, leather, silk, wool, 
feathers, hair, dyes, oils, glues, gums, and resins； and 
because of similarities in chemical structure, most 
synthetic dyes and plastics. 
Damage is related to wavelength. Ultraviolet (UV) rad卜 
ation causes more damage, but more visible radiation 
is presen； in all light sources, including daylight. A 
material that is fairly "fast" (more stable), such as the 
oii in paintings, will be changed mainly by UV radiation. 
More sensitive dyes and pigments, which are damaged 
either by UV or visible radiation, will be changed mainly 
by the visible radiation, since it is more pientifui. 
Design iii;;s for arwork conservation inciuae: 
• Minimize daylight exposure and apply UV filter 
films to windows where necessary. 
• Ensure that all electric sources are fitted with UV 
filters, especially those other than incandescent. 
• Maintain general display lighting levels for moder-
ately sensitive materials, such as oii and tempera 
paintings, lacquers, undyed leathers, ivory, and 
bone, at 15 fc (150 lux) or less. 
• Maintain general display lighting iev6ls for 
extremely sensitive materials such as pen-and-ink 
drawings, prints, watercolors, tapestries, 
costumes, and manuscripts, at 5 fc (50 lux) or| 
• Minimize display exposure time whenever pn 
to lessen any potential degradation. 
• Carefully control the intensity of all forms 
Discuss lighting intensities with a qualified i 
Lighting in Collections Storerooms 
Lighting in collections storerooms should provide, 
quate illumination for handling and examinati 
objects, while protecting them from unne 
exposure to ultraviolet light and visible radii 
Lighting may be switched so that general light i 
vided for safe passage in aisles； additional light i 
switched on when required. 
Fluorescent lighting must be provided with UV; 
ing. Indirect systems that reflect light from a paii 
white ceiling containing titanium dioxide will 
reduce the UV component and result in even light! 
tribution. Light from high-pressure sodium 
contains almost no ultraviolet light； however, color| 
crimination is difficult in this light. 
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(200 LUX) 




















"Lumen： Measured light striking a display surface； 1 
candle = 1 lumen = 10.76 lux. 
Source： Gary R. Steffy, Architectural Lighting Design, 
New York： John Wiley & Sons, Inc.. 2001. 
AVERAGE EYE 
HEIGHT 5"-6" (1676) 
NONUNIFORM ACCENT LIGHTING FOR ARTWORK OPTIMUM AIMING ANGLES 
for Designers, 3rd Ed.； New York： John Wiley & Sons, Inc., 1995. 
MUSEUM LIGHTING 
Public Areas 
Lighting in museum public areas differs from 丨ighiing 
in gallery areas. The hours of operation may affeci 
lighting types； evening functions may require iignting 
effects and levels not utilized during aaylight hours. 
Public areas generally do not contain exhibits, so the 
use of natural light is acceptable if the galleries are dis-
tinctly separate from these spaces. 
Lighting for Art 
The two principal methods for lighting art are uniform 
illumination and nonuniform illumination. 
• Uniform lighting for all vertical surfaces that will 
receive art allows viewers to select their own focus. 
It is possible to chaoge objects without readjusting 
the lighting equipment, 
• Nonuniform lighting focuses light on individuai 
objects while leaving the surround in comparative 
darkness, creating a dramatic environment. Every 
time the art changes, the lighting equipment 
requires readjustment. 
In a space that will have frequently changing exhibits 
and nonuniform illumination, a flexible lighting system 
is appropriate. Track systems are often used due to the 
ease of locating and aiming the track luminaries. 
Excellent color rendering is essential for the proper 
appreciation of the objects. Continuous-spectrum, 
high-color-rendering sources allow the art to be viewed 
under spectral distribution conditions similar to those 
under which it was created. 
The artwork medium, surface texture, type of frame, 
and enclosure (glass or plastic) of an object are con-
sidered in artwork lighting. For flat works mounted on 
a horizontal surface, the optimum placement for a light 
source is usually at an angle of 30。from nadir (straight 
down) to eye level (5 ft 6 in. [1,676 mm] above the fin-
ished floor, on average. 
An aiming angle of less than 30° (more nearly vertical) 
causes shadows from the frame and distortion of the 
object due to exaggeration of the texture. An aiming 
angle greater than 30° (more nearly horizontal) results 
in reflected glare from the surface of the object, wash-
ing out the detail. This greater angle will also cause 
viewers to be standing in their own shadow and will 
cause the luminaire to be a source of glare to others. 
UNIFORM WALLWASHING FOR ARTWORK 
GALLERY LIGHTING 
Source： Gary Gordon, and James L Nuckolls, Interior Lighting 
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Museums and Exhibit Spaces 
FIRE SUPPRESSION 
Options for fire suppression systems for museum use 
that cause limited or no damage to artifacts have 
increased thanks to technological advances and inno-
vations. Recent technologies, including water mist 
systems and gaseous agents, were originally designed 
to protect expensive electronic devices in demanding 
industrial or military environments. Traditional deluge 
systems have an exemplary reliability and effective-
ness record, although their discharge can result in 
Significant damage to artifacts. In addition, fire detec-
tion systems are now available that can detect a fire in 
its incipient precombustion phase. 
Deluge Systems 
Deluge systems include wet piper dry pipe, preaction, 
and other traditional systems. The more simple sys-
tems, such as wet pipe and dry pipe, have a high 
degree of reliability and are effective in extinguishing 
fires as long as a fire suppression head can direct a 
water stream onto a flame. These systems, though 
effective, can create significant collateral damage to arti-
facts as the water stream drenches a surface, because 
most materials are susceptible to water damage. In 
addition, iron oxides found in piping are discharged 
when the system is activated. Dry pipe systems dis-
charge more iron oxide than wet pipe systems. Deluge 
systems operate under relatively low water pressure. 
Mist Systems 
Mist systems include both fog and water mist. They 
atomize relatively small amounts of water into fine mist 
or dense fog; the difference between them is the size of 
the water droplet. The atomized water droplets act more 
like a gas than a liquid and are induced to combustion 
sources； that is, the heads do not need to point at a 
combustion source as in deluge systems； the mist will 
move to a comoustion source. These systems release 
much less water and cause significantly less damage 
than deiuge systems. However, dissolved salts found in 
water can dry onto artifacts and require removal. 
Mist systems cool fires primarily by the latent heat of 
vaporization； that is, the water droplets turn to steam 
and cool a fire. In addition, the steam helps to smother 
a fire by displacing fire in the vicinity of the fire. The 
discharge of a mist system must result in enough fog 
to extinguish a fire, hence can be disorienting to the 
people who are seeking exit from the room. The effi-
cacy of the systems is difficult to predict when multiple 
rooms open onto one another or when a door or win-
dow is open. 
Mist systems operate under relatively high water pres-
sure. They are typically more expensive to install than 
deluge systems. However, their piping is much smaller 
in diameter tnan those found in deluge systems and 
may cause less disruption to an existing structure than 
the piping found in deluge systems. 
Gaseous Agents 
Gaseous agents, also known as clean agents, are 
effective in extinguishing fires, especially in a con-
tained environment. In part, they have been developed 
as a substitute for halon. The systems include FM-
200, inergen, FE-13, and carbon dioxide. Combined 
with a sensitive air-sampling smoke detection system, 
these systems can extinguish a fire in its incipient 
phase. Gases used In this type of suppression con-
tinue to be developed and tested. These systems 
typically do not cause damage to artifacts when dis-
charged, which makes them particularly attractive for 
museum and curatorial environments. FM-200 
absorbs large amounts of heat energy from the surface 
of a burning material. Inergen consists of nitroge|J 
argon, and carbon dioxide； it lowers the oxygen con|| 
tent below the level that supports combustion, bul W i 
appropriate for use in occupied areas. Carbon dioxid^ 
systems displace oxygen, so their use is not appn 
ate for occupied areas. 
The system components include gas storage tanlq^ 
pressurization tanks, piping, and heads. Many ofth^ 
systems are relatively large and bulky. The gas stof^ 
tanks must be refilled after discharge, and the co^  
varies among systems. FM-200, for example, is m f l 
more expensive than inergen to recharge. In addi t^ 
FM-200 cannot be valved to seive multiple roori^ 
while inergen can. FM-200 tends to cost less to ln^ 
if it is serving one enclosed room. FE-13 nozzles earil 
installed up to 25 ft (7.6 m) high, compared with 12 
(3.6 m) for FM-200. FE-13 is also effective at temfJpf 
atures down to 40。F (4.4。C); inergen is effectiv '^r 
32°F (OX). The installation cost of these systerffi^  
about two to three times that of deiuge systems, 
Fire Detection Systems 
Fire detection systems include standard ioni 
smoke detectors, rate-of-rise heat detection 
detectors, and sensitive air-sampling detection 
Air-sampiing systems can detect fire in their 
phase prior to ignition, and this characteristic has 
primary benefits： They can provide an early warning 
prevent deluge systems from discharging prema 
and they can activate mist or gaseous systems to 
guish a fire before significant damage occurs, 
system includes PVC piping and some type of si 
analyzer. The piping must be installed to each air-
pi ing location, and this can be a relatively cum 
process i门 comparison with wired or wireless 
heads found in ionization smoke detection 
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NG AND STAFF 
PUSEUM ACOUSTICS 
ttJKum acoustics vary within the different space 
i?es. Acoustics in museums may be less of a consid-
efjjon than light control, flexibility, and ease of 
fBintenance. Isolate noisy back-of-the-house spaces 
.fem the public areas of the museum.丨so丨ate areas 
iiatare susceptible to vibration as well as noise, 
f, • 
Hie HVAC NC/RC range for mechanical equipment 
poise should be 25 in small to medium-sized spaces, 
Sx! up to 30 in large galleries. Reverberation is gen-
blyv/ell tolerated, unless the space is to be used for 
minars or meetings. For auditorium spaces, rever-
teration time should be 0.8 seconds or less. 
pUSEUM SECURITY 
fetive museum security is the result of thorough 
Biiseum planning, quality lock and alarm systems, 
2nd vigilant professional and security staff practices. A 
^ialized museum security consultant can assist the 
；Iliys5um staff and the designer with these issues. 
；V'' f-
kurity for the museum building and exhibit space 
told be achieved by: ？ 
Physically resistant construction 
Electronic systems to deter and detect theft and 
vandalism 
Constant human presence or a rapid human 
response if alarms are triggered 
•Pfenning for security involves understanding the zones 
tial must be kept separate, and how public, staff, and 
^ t s will move through the museum. When entering 
KJ leaving the galleries, the public should be required 
D pass through one easy-to-monitor checkpoint, 
itefigallery public functions (such as auditoriums, 
pseum shops, or toilets) should not be accessible 
Ivv^h the galleries. When closed, galleries should 
iktion as secure vaults. Emergency fire exits from gal-
leries should be minimal, alarmed, and easy to locate, 
Staff areas should be clearly separated from galleries 
and public services. Shipping and receiving and staff 
entrances musi be tightly monitored and easily con-
trolled by the security staff. Collections storerooms 
should be treated as vaute and should not contain any 
mechanical or electrical equipment that might require 
access for maintenance or in emergencies. Mechanical 
ductwork and grilles must be designed to prevent 
access by burglars to locked galleries and collection 
storerooms 
Alarm Systems 
Electronic alarm systems should be designed by pro-
fessionals who specialize in museum security systems. 
Such specialized professionals also should be con-
sulted with regard to locking systems. Often, alarm 
system work is not part of the general construction con-
tract for reasons of confidentiality. A source of backup 
power may be desirable. The issue of security should 
be reviewed with appropriate museum authorities. 
Public and Staff Access 
Public and staff movement through the museum must 
be carefully separated. There should be only one pub-
lic 3nci one staff/shipping entrance to the museum. 
Public and staff areas will be open at different times, 
and each should be securable when not open. Public 
service areas, such as the lobby, museum store, rest-
rooms, and food service areas, should be easily 
accessible during open hours. 
Ideally, there should be only one point of access to the 
galleries from the public services area. Access from 
public to staff areas should be strictly limited and eas-
ily monitored. Staff should not need to move through 
galleries when they are closed. The staff entrance and 
shipping and receiving dock should be together and 
be easy tc monitor and control by security personnel. 
A n c i l l a r y S p a c e s 
Auditoriums, theaters, and food service facilities pres-
ent special sen/ice access problems because they 
operate on different schedules from other museum 
functions, and these operations may conflict with the 
museum's needs for security and cleanliness. Separate 
service access for these facilities may be appropriate. 
Security Station 
In most small and medium-sized museums, the cen-
trai secunty station should be located at the service 
entrance with secure windows opening to the out-
doors, to the shipping and receiving room, and to a 
staff entrance sallyport, in large museums, the central 
station may be 丨n a more secure location away from ail 
entrances, with a shipping clerk's station at the service 
entrance. 
CLIMATE CONTROL 
Determine whether the entire building or only areas 
containing collections items (galleries and collections 
storerooms) will be maintained at conservation stan-
darcis. ！f tne conservation-standard areas are limited, 
the rest of the building can be treated like any other 
public building. Adequate physical separations, 
including vapor barriers, must be provided between 
conseo/alion and human comfort zones. 
Humidity Control 
Control of relative humidity (RH) is the single most crit-
ical factor in museum environments. Although ideal 
conditions vary for different kinds of collections, desir-
able RH for most museum objects is approximately 
50%. This level must be held constant at all times 
However, maintenance of 50% relative humidity 
throughout the winter months in cold climates tends to 
produce severe condensation on windows and within 
the exterior wall construction. Prevention of condensa-
tion requires installation of vapor barriers and 
insulation systems. A completely continuous zero 
perm vapor barrier system is essential. In this context, 
zero perm means a permeability rating of less than .01 
grains of water per square foot per hour per inch of 
mercury vapor pressure, in accordance with ASTM 
E96, Standard Test Methods for Water Vapor 
Transmission of Materials, test procedure A, B, or BW. 
In cold-climate situations, it may be determined that 
installation of zero perm vapor barriers and required 
mechanical equipment is impossible or impractical. 
The alternate approach is to design the wall and roof 
systems to permit one slow, controlled cycle per year, 
varying from about 25% RH in winter to about 50% in 
summer. Hourly, daily, or weekly fluctuations must be 
avoided under any circumstances. 
Air Filtration 
Requirements for air filtration vary depending on the 
quality of the outside air and the conservation 
demands of the museum objects to be housed. 
Generally, an acceptable choice would be bag filters 
with disposable prefiIters, UL Rating Class 1； that is, 
particulates removed to 95% efficiency on ASHRAE 
52/76. Electrostatic filters must not be used because 
they produce destructive ozone. Activate carbon filters 
are effective in removing gaseous pollutants, but they 
are expensive and require active maintenance. 
Operating Cycles 
Heating and cooling loads vary greatly between occu-
pied galleries {with lights and people) and unoccupied 
ones {closed and dark). When unoccupied, systems 
should be designed to operate at a lew maintenance 
level. 
Location of Piping, Outlets, Switches, 
and Controls 
All piping containing liquids should be kept out of areas 
containing museum objects. Plumbing should not he 
located above galleries and collections storerooms. 
A i l convenience outlets, switches. HVAC thermostats, 
humidistats, and other control devices must be kept 
off gallery walls. Outlets should be in the base and in 
the floor. Switches should be remote. Thermostats and 
humidistats can be located in return air ducts. 
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